meaning "to be of importance or consequence, to regard as weighty, to care for." Consider how contemporary artists utilize the term "beauty" in explications of their work. Robert Mapplethorpe, known for obscenity in his homoerotic photos of "The X Portfolio," claimed to be "obsessed with beauty."8 Andres Serrano, famous for a large color photo of a urine-soaked crucifix, employed materials with shock-value in his search for beauty.9 Damien Hirst's display of a dead shark, fourteen feet long, in a tank of formaldehyde was his way of expressing the feeling it evoked: "beauty combined with cruelty."'0 More recently, a show of Hirst's work was entitled "The Beautiful Afterlife."11 Yasumasa Morimura, a Japanese artist who has photographed himself in drag as Vivien Leigh, Marilyn Monroe, and Olympia in Manet's painting of the same name, entitled a recent exhibition "The Sickness unto Beauty-Self-Portrait as Actress." 12 Art critics routinely invoke the term "beauty" as well. According to Dave Hickey, Mapplethorpe's disturbing images exemplify "formal beauty."'13 A Hirst sculpture consisting of shelving dotted with hundreds of cigarette butts impressed Roberta Smith as "strikingly beautiful."''4 (Donald Kuspit, however, has judged the work of the British conceptualists quite differently; "there is precious little art that is positive, tender, or beautiful.")'5 On Lynn Gumpert's view, Morimura's female impersonations raise "fundamental questions about the 'true' nature of beauty and selfhood." ''6 Noticeably absent from these ruminations on beauty in contempoary art are references to Plato, Burke, Hume, or Kant. In contrast to past theorizing on art, which delineated many senses of the term "beauty," philosophy plays no significant role in current art-critical discourse except to represent the past-which critics deliberately reject. For example, Hickey bemoans "our largely unarticulated concept of 'beauty"'17 and quickly dismisses aesthetics as "old patriarchal do-dah about transcendent formal values and humane realism."18 Beckley locates the origins of beauty in the nineteenth century with John Ruskin, Walter Pater, and Santayana: as if there were no eighteenth-century theorists of taste, no Plato, and no Kant. '9 As for Schjeldahl, he asserts, "Things can hardly get worse.... Beauty's malaise is a problem of worn-out philosophies The Journal of Aesthetics and Art Criticism that clutter its dictionary definition."20 Because beauty is attributed to objects as disparate as the Mona Lisa's smile and the grimace of an African mask, it posits an essence that "makes nonsense of the word ['beauty']." Instead, "Beauty is an experience, not a quality." His goal is "to rescue for educated talk the vernacular sense of beauty from the historically freighted, abstract piety of 'Beauty. ' "21 Philosophically speaking, of course, Schjeldahl does not probe deeply, given his preference for dictionary definitions. Yet he and others strategically employ critical remarks and theoretical observations in order to persuade us that now is the time to care about beauty and that beauty must be reconceived in a new, nonphilosophical way. Hickey emphasizes how problematic the re-introduction of the term has been; Beckley notes that "seething beauty" has suddenly resurfaced; Shapiro adds, "beauty is gradually reemerging without pretense to universalism."22 Thus "beauty" is poised at the beginning of a new phase, "a new Aesthetics"-set to reenergize the artworld in fresh and exciting ways-but apparently with no philosophical input.23
What about aesthetics? Has "beauty" reinvigorated philosophy toward a new aesthetics as well? As we know, philosophical notions of beauty have mattered to philosophers for quite some time and, in contrast to Danto's prediction, they appear to be experiencing some renewed interest as well. Let us recall some past articulations about beauty in order to gauge the impact of current artworld theorizing and criticism. Consider the way "beauty" is treated, for example, in a new introductory text by George Dickie.24 As with numerous anthologies published recently, the concept of "Beauty" is summarily covered in one chapter, extending no further than Kant's aesthetics.
Plato linked beauty with love: first, the love of a beautiful body, and then, the beauty of one's soul, beautiful practices and customs, the beauty of knowledge, and ultimately the Form of Beauty. He also introduced serious questions about the role of beauty in the physical world and within human society since his goal was to urge all persons toward the attainment of Beauty in the ideal realm. Thus beautiful poems or statues in "the world of sense" are suspect, and poets and artists, however inspired by the gods, are not welcome in the Republic. His legacy, however, is the distinction between Beauty that transcends the physical world and beautiful things (in the world) that share some common characteristics: unity, measure, and proportion. Common to both Beauty and beautiful things is the complex act of contemplation: a component retained in the cognitive-based notion of beauty of St. Thomas Aquinas. For Aquinas, beauty manifests itself in real-world objects through perfection, proportion, and clarity, and is tied to human perception and desire: "the beautiful is that which calms the desire, by being seen or known." Thus beautiful things share objective features in the world of experience while persons experience the subjective property of pleasure (or calming of desire). In the eighteenth century, a person's sense of taste comes into play as the faculty that (singly or not) apprehends beauty, the sublime, or the picturesque. Nature (the natural environment) plays a very important role by expanding the range of beautiful "objects" one might perceive; landscapes-both actual and painted-are the occasions of pleasurable experiences. But such pleasure must still be devoid of desire; and thus disinterestednessthe exclusion of ethical, social, and political concerns-becomes mandatory. Subjective theories come to occupy center stage as more emphasis is placed on the role of the perceiver and less on the features of the object that trigger one's faculty of taste. The sublime comes to replace beauty as the stronger of the two, and eventually the notion of a sense of taste is replaced by aesthetic attitude. As mentioned earlier, Wittgenstein's midcentury challenge to the use of basic philosophical terms generally led to an abandonment of the ongoing project of defining "beauty." No- 25 Beginning as far back as Plato, gender and sexual orientation played a significant role in discussions of beauty. Plato's discussion of love in the Symposium operates within the context of a male-dominated, openly gay society. In the eighteenth century, philosophers prominently employed descriptions of women's bodies in their theories, gendering the beautiful feminine and the sublime masculine. Recall, for example, Edmund Burke's tantalizing description of a beautiful woman:
Observe that part of a beautiful woman where she is perhaps the most beautiful, about the neck and breasts; the smoothness; the softness; the easy and insensible swell; the variety of the surface, which is never for the smallest space the same; the deceitful maze, through which the unsteady eye slides giddily, without knowing where to fix, or whither it is carried. 26 Burke's remarks are startling: not so much in their frankness about how the male observer is seduced (by "the deceitful maze"), but how emphatically his "unsteady eye slides giddily" while the female is the passive object to be looked at. In addition, Burke's observer is presumed to be heterosexual. In another passage (quoted by Dickie, although not commented upon in terms of sexual orientation), Burke notes:
We shall have a strong desire for a woman of no remarkable beauty; whilst the greatest beauty in men, or in other animals, though it causes love, yet excites nothing at all of desire. Which shews that beauty, and the passion caused by beauty, which I call love, is different from desire, though desire may sometimes operate along with it. 27 Burke clearly reinforces a norm that precludes men from feeling desire when perceiving other beautiful men.
Furthermore, race comes to play a role in Burke's theory of beauty as well as many subsequent theories of the sublime. In a revealing essay on the raced character of the sublime, Meg Armstrong retells Burke's story of the white boy who, blind since birth, sees a black woman for the first time. Second, human color, size, shape, ethnicity, and sexuality are all beauty matters. Philosophers who deny the centrality of the human body within the discourse of the beautiful and the sublime are the legacy of earlier philosophical "classics" that weighs upon our own talk about beauty now. Arthur Danto is one of the few philosophers who has set a good example by dealing with these issues head on. For instance, after noting the lack of beauty in much art of the early 1990s (concerned with issues of morality!), he proposed a notion of "internal beauty" by which artworks like Robert Motherwell's Elegies to the Spanish Republic might be admired:
The paintings are not to be admired because they are beautiful, but because their being so is internally connected with the reference and the mood. The beauty is ingredient in the content of the work, just as it is, in my view, with the cadences of sung or declaimed elegies. 60 Danto goes on to analyze the internal beauty of Mapplethorpe's graphic depictions of penises, noting that the photographs are "images of a kind to arouse envy and desire in the right sort of audience," thereby serving "a rhetorical function, the way the advertising photograph does."61 We return to the issue of sexuality, or more correctly, we cannot avoid it.
Finally, I encourage philosophers to expand not only the range of contexts within which the analysis of beauty takes place, but also to direct attention to the recent trend in art writing by which beauty has been reconceptualized into a version of the sublime. The core idea in The Invisible Dragon is Hickey's redefinition of the term. He states, "I rarely use the word beauty in reference to an image that isn't somehow dangerous or transgressive."62 For Schjeldahl, beauty can be found in "bizarre, often bleak, even grotesque extremes of visual sensation."63 For Beckley, beauty is now inexplicably "uncontrollable." This new model makes subversion (either actual or potential), the grotesque, and the uncontrollable necessary elements of beauty. This provokes numerous questions for the role of pleasure and desire within the experience of beauty, and helps explain the application of "beauty" to the work of Mapplethorpe, Serrano, and Hirst. The dangerous and horrible, once confined to the visual terror of the sublime, have now infiltrated beauty. Positive reviews of Cindy Sherman's 1990s photographs of bloody manequin body parts are another case in point. When asked about the "grotesque, disastrous and disturbed" character of her work, Sherman replied:
The world is so drawn toward beauty that I became interested in things that are normally considered grotesque or ugly, seeing them as more fascinating and beautiful. It seems boring to me to pursue the typical idea of beauty, because that is the easiest or the most obvious way to see the world. It's more challenging to look at the other side.f4
This new "dark side" of beauty is unexpected. It goads philosophy into delving into the moral, social, and political implications of a culture that finds the ugly beautiful. When anorexic girls, blood and vomit, junkies, dead sharks, and sadomasochistic sex come to be revered as beautiful, we can either remain disinterested or we can honestly confront the perversity of how beauty has come to matter in distinctly nontraditional ways. 
